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ARTICLE

Evolution, trends, and narratives of cultural crowdfunding: the 
case of Norway
Alice Demattos Guimarães and Natalia Maehle

Mohn Centre of Innovation and Regional Development, Western Norway University of Applied Science, Bergen, 
Norway

ABSTRACT
With a lifelong path of funding struggles, cultural industries have been at 
the forefront of crowdfunding since its early stages in the beginning of 
this century. Worldwide, the volume of crowdfunding has been growing 
significantly and it has increasingly become a promising business model 
for cultural productions. However, research on cultural crowdfunding 
remains limited. The current study aims to understand how crowdfunding 
is shaping the cultural economy. We explore the evolution, trends and 
narratives of cultural crowdfunding, focusing on two crowdfunding plat-
forms – Kickstarter and Bidra. By scrapping the universe of Norwegian 
cultural campaigns on these platforms in 2016–2021 and combining 
statistics with discourse analysis, the results demonstrate changes in 
cultural crowdfunding dynamics, with notable differences across cultural 
industries. Overall, cultural campaigns mainly acclaim artistic production 
and financial acquisition, also artists emphasize lack of finances (even in 
the case when public funding is given) and potential for product sales. 
This work demonstrates the growth and importance of cultural crowd-
funding, especially for some industries (e.g. games), and highlights the 
need for cultural policy to consider crowdfunding as one of its instru-
ments, extending, for instance, match-funding mechanisms. This study 
further contributes to the understanding of the cultural crowdfunding 
phenomenon for academics, policy-makers, and practitioners.
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Introduction

Crowdfunding – a practice of obtaining funding from a potentially large pool of micro investors 
providing small amounts of money to support ideas (Shneor and Mæhle 2020) - is an alternative 
finance mechanism first embraced by artists as an innovation that helped them to tackle the culture 
sector’s long-term struggle of financing artistic expression. Crowdfunding is also a part of the 
worldwide fast-paced digitalization that also affects cultural productions. To date, cultural-creative 
industries (CCIs) are leading in terms of the amount of money raised through crowdfunding 
campaigns (Boeuf, Darveau, and Legoux 2014; Rykkja et al. 2020a). Moreover, recent cuts in public 
funding and growing competition from private donors make crowdfunding an increasingly promis-
ing instrument for realizing a broad range of cultural and artistic activities. However, cultural 
crowdfunding is still a fragmented and unrealized market (Lazzaro and Noonan 2020) despite the 
recent growth of the global volume of crowdfunding transactions (Ziegler et al. 2021); this growth 
and the cultural crowdfunding field require further scientific exploration.

CONTACT Alice Demattos Guimarães demattos.guimaraes.alice@hvl.no Mohn Centre of Innovation and Regional 
Development, Western Norway University of Applied Science, Inndalsveien 28, Bergen 5063, Norway

INTERNATIONAL JOURNAL OF CULTURAL POLICY 
https://doi.org/10.1080/10286632.2022.2152446

© 2022 The Author(s). Published by Informa UK Limited, trading as Taylor & Francis Group.  
This is an Open Access article distributed under the terms of the Creative Commons Attribution License (http://creativecommons.org/licenses/by/4. 
0/), which permits unrestricted use, distribution, and reproduction in any medium, provided the original work is properly cited.

http://orcid.org/0000-0002-8956-3568
http://orcid.org/0000-0001-8889-6910
http://www.tandfonline.com
https://crossmark.crossref.org/dialog/?doi=10.1080/10286632.2022.2152446&domain=pdf&date_stamp=2022-12-08


Hence, the current study aims to understand how crowdfunding is shaping the contemporary 
cultural economy. By exploring the evolution of cultural crowdfunding, this study seeks to identify 
major trends in the various cultural industries and discover the narratives employed in their 
respective campaigns. We choose to focus on two major crowdfunding platforms used by 
Norwegian cultural actors, an international platform (Kickstarter) and a national platform (Bidra). 
Norway was chosen for study for two main reasons. First, despite standing out in terms of 
extensive public support in the culture sector, crowdfunding is still growing in Norway (Rykkja, 
Haque Munim, and Bonet 2020b; Ziegler et al. 2021). This growth means that crowdfunding not 
only represents a financial vehicle but there is also a more complex rationale behind crowdfunding 
adoption by artists. Second, due to the country’s relatively small size (approximately 5 million 
inhabitants), it is possible to work with the entirety of its cultural crowdfunding campaigns, 
allowing for this empirical investigation to gain broader insights that can inform academics, policy- 
makers and practitioners.

Accordingly, the universe of cultural crowdfunding campaigns on these platforms in the period 
2016–2021 was scrapped, and the campaigns were classified into subcategories according to their 
cultural sector, following both Kickstarter’s tags and Throsby’s (2008) concentric circle model. After 
that, we conducted statistical analysis and discourse analysis of the campaigns. First, we considered 
the statistical data highlighting the trends of crowdfunding use during the analyzed period and its 
variation across the different cultural industries (e.g. the high and increasing presence of music 
versus the low number of theater projects). Subsequently, in the discourse analysis, we focused on 
narrative frames, i.e. the issues, arguments, or storytelling used in crowdfunding campaigns pub-
lished on platforms (Majumdar and Bose 2018; Nisbeth 2009). The effects of linguistic styles in 
crowdfunding have been addressed in the literature (Gorbatai and Nelson 2015; Parhankangas and 
Renko 2017), but the extent to which artists in diverse cultural sectors use narratives to construct 
their crowdfunding campaigns remains underexplored. The way artists frame their crowdfunding 
campaign sheds light on artists’ perception of crowdfunding as a mechanism to support artistic 
production, and it certainly deserves deeper attention to inform the cultural field in an ecosystem of 
funding.

By combining quantitative and qualitative methods, this paper seeks to contribute to the further 
understanding of the cultural crowdfunding phenomenon and its dynamics as a part of the art 
markets. The study demonstrates the growth of cultural crowdfunding and its relevance for the 
culture sector, especially for certain industries, such as sound recording and gaming. It also con-
tributes to a deeper comprehension of how artists and creators perceive the practice of crowdfund-
ing, its potential and its limitations. Therefore, complementing this brief introduction, the article has 
five sections. The next section expands on the theoretical background of the cultural economy 
within the emerging crowdfunding trend. The third section presents the methodology, followed by 
the results and discussion in the fourth section. Finally, the fifth section provides some final 
considerations and an agenda for future research.

Theoretical background: the culture sector meets alternative finance

The reality of the 21st century global economic system, driven by digitalization and technological 
innovation, has been defined as cognitive-cultural capitalism in which cultural-creative industries 
(CCIs) occupy a central space (Scott 2008). Scholars have been discussing the direct effects of the 
culture sector, such as employment, income generation, and the attractiveness of companies and job 
creation, as well as its more indirect and abstract aspects linked to the notion of identity, belonging, 
community formation, and the encouragement of creativity (Throsby 2001, 2008; Bille and Schulze  
2006; Scott 2008; Towse 2020). As a matter of fact, the issue of financing artistic and creative activities 
has been in the spotlight of academic research, given that, in its broad scope, cultural production has 
predominantly struggled to obtain funding (Rushton 2003; Colbert 2012; Agrawal, Catalini, and 
Goldfarb 2014).
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Driven by such a challenge amid the contemporary contour, artists were at the forefront of 
crowdfunding practices from its very beginning. The ArtistShare platform, founded by musicians in 
2003, was the first crowdfunding platform, mainly dedicated to financing artistic works (Bannerman  
2012; Rykkja, Haque Munim, and Bonet 2020b). However, cultural crowdfunding has been largely 
unexplored in academic literature, even if CCIs are raising the largest amounts of money in 
campaigns (Ibid.; Boeuf, Darveau, and Legoux 2014). Moreover, there is an alarming tendency of 
hardships in acquiring public funding due to austerity policies as well as increasing competition for 
private sponsors and donors (Peltoniemi 2015; Lazzaro and Noonan 2020). In this sense, within the 
framework of worldwide fast-paced digitalization reconfiguring cultural productions (Nordgård  
2018), there is an urgency to expand the understanding of cultural crowdfunding, its evolution, 
trends, and discourse.

Cultural and creative crowdfunding (hereafter CCCF) then comes as an innovative alternative 
channel for financing arts and culture. In this sense, the theoretical background of this paper needs 
to address both the cultural economy literature and the field of alternative (technological) finance, 
specifically crowdfunding. Therefore, this review includes the following three subsections: culture 
economy, the alternative finance of crowdfunding in the cultural and creative sectors, and frames 
used in cultural-creative crowdfunding.

Culture economy

The culture sector is inherently complex and diverse. The word culture itself carries both anthro-
pological and sociological dimensions and is defined as a ‘set of attitudes, beliefs, customs and 
practices that are common or shared by some group’ (Throsby 2001, 4). There is also a more practical 
definition of culture related to cultural activities and products. The latter represents the object of 
study in the present work. Potts (2016) argues that the cultural sector is defined by the intense 
presence of creativity, and Throsby (2001, 2008) also acknowledges the intention to generate and 
communicate symbolic meaning and the potential production of intellectual property behind 
cultural and creative goods. From this perspective, value creation in cultural industries is quite 
distinct from the pure economic/monetary value. Notably, the definitions of the diverse culture 
(and creative) sector and the CCIs are subject to variation but often seem to overlap with no strict 
conceptualization (Hesmondhalgh and Pratt 2005; UNESCO 2013; Machado 2016).

According to Throsby (2001), to grasp a definition of cultural goods and services, activities, and 
other creative phenomena, there are six forms of (cultural) values embedded in the notion of the 
cultural sector and its industries, which represent an attempt to translate the symbolic-intangible 
dimension of the arts and culture into economic terms. To name: 1) aesthetic value, arising from the 
object’s aesthetic properties, such as beauty and harmony; 2) spiritual value, manifested in religious/ 
spiritual context, in that the activity/product has some particular meaning for those who share that 
belief; 3) social value, derived from cultural activity/manifestation that confers a sense of identity in 
space, connecting a society in its various hierarchies; 4) historical value, expressed by historical 
connections, serving as a rescue of the past as a way to ‘illuminate’ the present; 5) symbolic value, 
generated by symbolism and by the meaning that a certain cultural good or expression awakens in 
the individuals who consume it; and 6) authenticity value, resulting from originality, demonstration 
of uniqueness and real characteristic of a certain work (Throsby 2001, 29). These values are indeed 
not strictly monetary or measurable.

There is, then, a pivotal element of intangibility associated with the CCIs that cannot be ignored 
when conducting research in the cultural field, which CCCF is part of. However, the inherent diversity 
of the cultural industries also helps in dealing with such complexity: the different industries can be 
separated according to their level of abstraction. To simplify this debate, Throsby (2008) introduced 
the concentric circles model (Figure 1), in which CCIs are organized into four groups: core cultural 
expressions (e.g. literature, music, performance, and visual arts), other core creative industries (e.g. 
cinema, museums, photography), wider cultural industries (e.g. publishing, recording, video games), 
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and related industries (e.g. fashion, design, architecture). Such a distinction is crucial to comprehend 
the diverse dynamics of the broad variety of cultural production, which again involves the use of 
crowdfunding. Later, in the methodology section, we acknowledge how we followed such structure 
in our data analysis.

Scholars in the field of CCCF have discussed the importance of distinct economic features, 
according to the four groups presented above, for fundraising results (Dalla Chiesa, Bucco, and 
Handke 2022; Handke and Dalla Chiesa 2021). The CCIs are set apart from the core cultural arts/ 
expressions when considering cultural/aesthetic content and (non)reproducibility. For instance, 
design, sound recording, and video games, are to some extent more subject to reproducibility, 
and are seen as more innovation-driven, tech-intensive and with higher appeal to commercialization 
(Ibid.). These aspects facilitate their production and distribution processes, whereas for some of the 
core cultural arts and creative industries, there are unique dimensions which detach them from 
normative economic activity, such as intrinsic motivation, superstar effects, oversupply, experience 
goods, highly differentiated products, and expressive demand uncertainty (Bille and Schulze 2006; 
Handke and Dalla Chiesa 2022). From this perspective, crowdfunding practices can somewhat disrupt 
the traditional art market (Boeuf, Darveau, and Legoux 2014; Lazzaro and Noonan 2020; Dalla Chiesa 
and Dekker 2021); therefore, there is a need to further comprehend the use of crowdfunding amid 
the culture sector and its intrinsic dynamics.

The alternative finance of crowdfunding in the culture sector

According to Willfort, Weber, and Gajda (2016), crowdfunding, in a nutshell, is defined as the 
‘co-thinking’ of micro investors who provide small amounts of money to support ideas. 
Moreover, crowdfunding can be interpreted as community-enabled financing (Shneor and 
Flåten 2015), following the principles of crowdsourcing, adapted to the context of fundraising. 
Mostly online-based, crowdfunding provides benefits going beyond the acquiring of monetary 
value, e.g. leveraging the power of social networks and user-generated (social) innovation 
(Mollick and Kuppuswamy 2016; Toxopeus and Maas 2018), as it can also be understood as 
a collective effort of investing and supporting projects that people believe in (Ordanini et al.  

Core Cultural 
Expression

Core cultural 
expression

Literature
Music

Performing arts
Visual arts

Other core 
creative 

industries
Film

Museums & galleries
Photography

Wider cultural 
industries
Heritage services
Publishing & print media
Television & radio
Sound recording
Video & computer games

Related 
industries
Advertising
Architecture
Design
Fashion

Figure 1. Throsby’s (2008) concentric circles model. Source: Elaborated by the authors inspired by the UNESCO Creative Economy 
Report (2013, 23).
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2011). Hence, such a socioeconomic perspective on crowdfunding can relate better to the 
distinct and intangible reality of the economy of the arts, differentiating the CCCF literature 
from the theories of creators as entrepreneurs seeking investment for their business ideas 
(Dalla Chiesa and Dekker 2021).

Indeed, there are diverse models of crowdfunding (Rykkja et al. 2020a; Carè, Trotta, and Rizzello  
2018). Studies on this alternative finance mechanism agree that it can be basically divided into two 
financing logics, investment and noninvestment, within four main formats: lending-, equity-, reward-, 
and donation-based. In general, the first two models are more common within the first logic, and the 
last two models fit the second logic (Shenor, Zhao, and Flåten 2020). While the models of lending and 
equity actually represent the largest share of crowdfunding volume, in terms of global statistics, 
nonexperts associate this finance mechanism with (almost exclusively) the other two types: reward- 
and donation-based (ibid). Nevertheless, both reward- and donation-based crowdfunding practices 
are the most commonly used within the culture sector (Shenor, Zhao, and Flåten 2020; Rykkja et al.  
2020a, 2020b). Given the focus of this paper on arts and culture production, when referring to the 
concept of (cultural) crowdfunding or its literature, the current article does not further consider the 
models within the investment logic. Moreover, the two chosen platforms in the study (Kickstarter and 
Bidra) adopt the reward-based model.

The incipient literature on CCCF has mostly focused on the reasons for campaigns’ success 
(Mollick and Kuppuswamy 2016; Josefy et al. 2017; Kaartemo 2017), the role of crowdfunding as 
a complementary or substitute source of funding for the art community (Lazzaro and Noonan 2020; 
Alexiou, Wiggins, and Preece 2020; Handke and Dalla Chiesa 2021), and crowd engagement (Mollick 
and Nanda 2014; Josefy et al. 2017; Bürger and Kleinert 2021). The majority of these contemporary 
studies naturally follow, to some extent, the socioeconomic approach, given the specificities of 
cultural and creative products and projects. Nevertheless, the potential of crowdfunding not only as 
an alternative financing tool but also as an instrument of a symbolic dimension further encouraged 
by prosocial behavior has been marginalized. Moreover, there is a lack of a framework acknowl-
edging crowdfunding’s role in cultural project development as a specific case of co-production and 
a practice of value(s) co-creation (Boeuf, Darveau, and Legoux 2014; Chaney 2019; Carè, Trotta, and 
Rizzello 2018; Minutolo et al. 2018; Toxopeus and Maas 2018; Rykkja and Hauge 2021).

Various theories can help to comprehend crowdfunding adoption as an alternative financing 
mechanism and co-creation tool within the multiple CCIs, as some scholars have already pointed out 
(Quero, Ventura, and Kelleher 2017; Rykkja and Hauge 2021). For instance, the notion of intrinsic 
versus extrinsic motivation – inspired by self-determination theory (Ryan and Deci 2000), network 
analysis (Granovetter 1983), social capital theory (Nahapiet and Ghoshal 1998), and entrepreneurial 
research (Korsgaard, Anderson, and Gaddefors 2016) – can contribute to the development of cultural 
crowdfunding frameworks. Given the increasing importance of crowdfunding during at least the 
past 15 years, it is possible to draw on some insights into the long-term economy, reputation and 
aesthetic practices of arts. Further investigation is especially relevant in light of the unprecedented 
growth of the online community due to the COVID-19 pandemic.

In this sense, the literature also indicates that crowdfunding practices are influenced by con-
textual factors (Kaartemo 2017) and the geography of proximity vis-à-vis online spaces (Breznitz and 
Noonan 2020; Rykkja, Haque Munim, and Bonet 2020b; Dalla Chiesa, Bucco, and Handke 2022). Thus, 
the global pandemic outbreak and successive lockdowns may have caused changes in the cultural 
crowdfunding arena, forcing various artists to reinvent themselves in a post-digital context. In fact, 
crowdfunding utilizes a very particular method to engage with audiences through ‘internet-based, 
computer-mediated and asynchronous communication, through a crowdfunding platform’ (Maehle 
et al. 2021, 2). As written appeals account for a large portion of interaction and decision-making 
information in this case, effective communication is key to crowdfunding campaigns’ success 
(Gorbatai and Nelson 2015; Parhankangas and Renko 2017). Anderson (2016) acknowledges the 
pivotal role of narratives for a crowdfunding project.
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Narrative can be understood as a story or a set of storylines that can be interpreted through 
frames communicating the ‘wh-’ questions of a certain issue (Nisbeth 2009). According to 
Maehle et al. (2021), framing refers to how to describe a project in the most convincing way 
in order to gain backers. To our knowledge, the framing of crowdfunding narratives has not yet 
been explored in the CCCF literature. Due to the peculiarities of the cultural and creative 
economy, constructing CCCF frames can shed light on artists/creators’ engagement in this 
alternative finance mechanism.

Cultural (and creative) crowdfunding in frames

This subsection explains the frames proposed to further comprehend how CCCF campaigns build their 
virtual narratives, which currently represents a gap in the field. Information is never purely objective, 
and therefore the way project descriptions are framed can trigger emotional response (Nisbeth 2009; 
Maehle et al. 2021) and influence the campaign process – from its setup to the end results. We believe 
that to fully understand the rationale behind CCCF and artists’ motivations for using crowdfunding, it is 
critical to explore the way artists and creators describe and frame their campaigns. Maehle et al. (2021) 
provided an overview of the frames discussed in the crowdfunding literature, focusing on identifying 
the frames used in sustainable crowdfunding campaigns. CCCF and sustainable crowdfunding are 
similar, as both have dynamics much more complex than in conventional crowdfunding within 
a socioeconomic perspective (Maehle et al. 2021; Dalla Chiesa and Dekker 2021).

Hence, inspired by Maehle et al. (2021), we identify six relevant frames within the CCCF that 
consider the culture sector’s specificities and contribute to the further development of the CCCF 
literature. The proposed frames are the following:

Sentiment frame: rational vs. emotional appeals
From the broad crowdfunding literature, the ‘sentiment frame’ is an established one, with two 
distinct appeals: rational and emotional (Majumdar and Bose 2018; Chen, Thomas, and Kohli 2016). 
Rational appeal refers to communication based on evidence, presenting factual points, rather than 
persuasion through emotion (Majumdar and Bose 2018). Presenting facts and statistics can increase 
the confidence of potential investors when making an investment or donation decision (Ibid.; 
Parsons 2007). However, emotional appeal may also affect backers’ intentions in crowdfunding 
(Chen, Thomas, and Kohli 2016; Mitra and Gilbert 2014; Rhue and Robert 2018). For instance, research 
(Mitra and Gilbert 2014) shows that emotional language filled with feelings, e.g. responsibility or 
hope, can increase crowdfunding success. We include this frame for CCCF, although it was not 
considered in Maehle et al.’s (2021), as emotional expression can be core to some activities in the 
culture sector. A cultural-creative project therefore often relies not only on rational communication 
but also on an emotional appeal (or even both).

Goal frame
The goal frame is already widely used in social marketing and so it is identified in crowdfunding 
(Maehle et al. 2021), also conceivable to CCCF communication. It addresses the project’s objectives 
and aspirations, directly encompassing what the project is about and what will be achieved if the 
campaign is successful. We extended the established promotion or prevention focus (Ibid.) by 
incorporating the specificities of the culture sector that might be manifested when adopting 
crowdfunding, such as intrinsic motivation to create or art for the sake of art (Handke and Dalla 
Chiesa 2021) and co-creation (Rykkja and Hauge 2021). Furthermore, considering the struggles of 
both the art and art labor markets, the CCCF goals may include, for instance, using crowdfunding as 
a carrier intermediation and audience creation, bypassing traditional art market gatekeepers, and 
trying to deal with high uncertainty and asymmetric information (Dalla Chiesa and Dekker 2021; 
Handke and Dalla Chiesa 2021) or even straightforward financing given the long-term challenge of 
not having funding (Abbing 2008; Lazzaro and Noonan 2020).
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Impact frames
Impact frames target who and/or what will be influenced by the cultural-creative project. It embodies the 
potential effect of the project on the artist, consumers and/or broader socio-spatial sphere, which can be 
direct or indirect, concrete, or abstract (symbolic). This frame complements the goal frame, illustrating to 
a larger degree who and what will benefit if the campaign is successful. In this sense, within this frame, we 
consider narratives related to Throsby’s (2001) cultural values, e.g. social, symbolic, authentic; the indirect 
effects linked to CCIs, e.g. identity and community formation, belonging, and encouragement of 
creativity (Throsby 2001; Bille and Schulze 2006; Potts 2016); and the economic features of experience 
and Veblen good and reproducibility within cultural products (Handke and Dalla Chiesa 2021). Both 
artists/creators and backers react differently depending on what they perceive that the cultural project 
comprehends and what it can generate for individual backers or more broadly in terms of societal 
welfare.

Attribution frame
The frame of attribution relates to why the artists and creators have decided to use crowdfunding for 
their cultural-creative project. This frame addresses the reasons behind their choice of an alternative 
channel to finance their idea, instead of going through the traditional art market funding mechan-
isms and gatekeepers. Being early adopters of such a sociotechnical innovation (Dalla Chiesa and 
Dekker 2021), artists have a diverse rationale for using the mechanism of crowdfunding, which are 
connected to the peculiarities of CCIs and also overlap with the goal frame. For instance, the artists 
and creators can include in their campaign’s description the elements that can be connected to their 
intrinsic motivation to create, artistic authenticity, demand uncertainty, lack of finance, and struggles 
of the art labor market (Handke and Dalla Chiesa 2021; Lazzaro and Noonan 2020; Abbing 2008).

Valence frames
Valence frames refer to using either positive or negative messages, playing on a crowd’s emotions 
(Maehle et al. 2021). In positive framing, the crowdfunding campaign communication focuses on the 
benefits of, in the CCCF case, supporting that specific art activity, such as a music festival bringing 
people together and offering a unique experience. On the other hand, negative frames emphasize the 
harmful and perverse characteristics of the art market, such as the end of an artist’s career or, more 
broadly, pessimist views of contemporary society, which is connected to Stoknes’ work (2014, apud 
Maehle et al. 2021). The three main negative frames are apocalypse, uncertainty, high costs or losses. In 
fact, studies have indicated that a positive approach can be more effective, whereas overusing negative 
framing can decrease trust and result in counteractive reactions (Manzo 2010; Maehle et al. 2021).

Spatial frames
Spatial framing addresses the location of the CCCF project considering the aspect of the relevance (or 
not) of geographical proximity for funding results (Breznitz and Noonan 2020; Rykkja, Haque Munim, and 
Bonet 2020b; Dalla Chiesa, Bucco, and Handke 2022). From this perspective, studies (ibid.) have been 
discussing the locational dimension regarding the choice of either local or international platforms to 
launch a campaign. Therefore, framing a project’s spatiality alludes to whether it is important to 
emphasize the project location. For example, when there is a possible benefit for the local communities, 
city, or national scene (e.g. the opening of a new museum), the project communication can focus on the 
proximity aspect for backers and all the direct and indirect effects of the CCIs to society, as mentioned 
previously in this literature review section. Nonetheless, in the advent of digitalisation promoting virtual 
cultural production and consumption, some cultural-creative projects do not necessarily have to frame 
their campaign’s particular spatiality since the respective product can have an international (or online) 
demand (Nordgård 2018; Towse 2020).

In the next section, we display how we composed our data sample and operationalized these 
frames to the data analysis.
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Methodological approach

We collected data from totally or partially funded cultural crowdfunding campaigns endorsed by 
Norwegian actors/creators on a local platform (Bidra) and an international platform (Kickstarter) from 
January 2016 to December 2021. Noteworthy there are several reasons for choosing Norway as 
a case study, and the first part of this methodology section is dedicated to the Norwegian cultural 
economy before describing the data process – sampling, operationalization, and methods of 
analysis.

Cultural sector in Norway

The Norwegian political economy is well known worldwide for its social welfare system with its 
inclusive and extensive coverage. The country’s relatively small size, approximately 5 million inha-
bitants, makes it possible to work with the universe of cultural crowdfunding campaigns and thus 
allows the empirical investigation to point out broader insights that can inform academics, policy- 
makers and practitioners. Moreover, because of the petroleum industry and the Government 
Pension Fund Global (‘Oil Fund’), the public sector budgets in which culture is included are relatively 
generous (Henningsen, Håkonsen, and Løyland 2017; Røtnes, Tofteng, and Marie Frisell 2021). 
Respectively, the Norwegian culture sector has been heavily financed by public authorities, with 
a constant increasing trend: government expenditure in ‘Recreation, culture, and religion’ was more 
than NOK 52 million in 2016 and more than 66 million in 2020, according to Statistics Norway (2021).

However, even with substantial public funding, crowdfunding numbers have been growing. For 
instance, from 2019 to 2020, the Norwegian crowdfunding volume grew by 102%, according to the 
2nd Global Alternative Finance Market Benchmarking Report (2021). It is important to mention that 
those numbers include the other types of crowdfunding models within investment logic (equity and 
lending) that CCIs are currently not using. Nevertheless, when disaggregated, we observe that both 
reward-based and donation models also follow a trend of expansion, although we cannot separate 
by sector, e.g. CCCF or civic crowdfunding (Ziegler, Shneor, and Zheng Zhang 2020). This fact means 
that the decision of using crowdfunding can be motivated by nonfinancial reasons, which can 
include, for example, career intermediation, audience creation, and artistic freedom. Therefore, 
with the universe of CCCF campaigns and the possibility of finding diverse rationales for crowdfund-
ing adoption, Norway arises as an encouraging case to study.

Data collection

The data sample consisted of the universe of Norwegian CCCF campaigns totally or partially funded 
through either the Kickstarter or Bidra platform between January 2016 and December 2020. Based 
on the literature on CCIs’ decisions to conduct crowdfunding campaigns on global versus local 
platforms (Rykkja, Haque Munim, and Bonet 2020b; Dalla Chiesa, Bucco, and Handke 2022), we chose 
both types of platforms: Kickstarter is the world’s largest platform for the culture-creative sector, and 
Bidra is the largest platform in Norway (Rykkja, Haque Munim, and Bonet 2020b). Kickstarter was 
launched in 2009 following the all-or-nothing model, meaning that the creators only collect the 
money when they reach (or pass) the goal amount, with the vast majority of the projects fitting the 
reward-based format. The Norwegian platform, Bidra, came later, in 2014, allowing both reward- 
based and donation models, where creators can receive the amount raised if it is considered an 
‘adequate funding’ – there is no clear requirement here, i.e.: goal, Bidra decides in consultation with 
the project owner (Bidra 2021).

Considering Bidra’s launch date, its time of setting in the market, and the 2nd Global Alternative 
Finance Market Benchmarking Report – which shows the most significant growth of reward-based 
crowdfunding between 2016 and 2017 for Norway, we decided to start the data scrapping from the 
beginning (January) of 2016. Moreover, we covered the entire period to the end (December) of 2021 
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to ensure that we could observe the effect (or not) of the COVID-19 pandemic outbreak and 
‘normalization’ within the CCCF evolution, trends, and narratives.

We manually scraped all funded Norwegian projects in Kickstarter, excluding the projects tagged 
by Food, Journalism, and Technology, as we based our study on Throsby’s (2008) concentric circles 
model, which does not include those industries. Some campaigns having a Norwegian city as 
a location but a non-Norwegian as an artist/creator were also excluded, e.g. an Italian director 
wanting to raise money to go somewhere in Norway to film a part of her project. Ultimately, we 
collected a total of 235 funded Norwegian CCCF projects in Kickstarter. In addition, we manually 
scraped all totally or partially funded cultural-creative projects on Bidra, using the search mechan-
isms with words such as ‘art’, ‘culture’, ‘book’, etc.,1 since Bidra does not have preestablished 
categories for projects. At the end, we collected 310 projects on Bidra.

Data analysis

The descriptions of the 545 collected cultural-creative projects were stored in a database and uploaded 
to NVivo software, a program that allows both qualitative and quantitative analysis of data (NViVo  
2019). Before proceeding with the data analysis through NVivo, we organized our database to also 
conduct some basic statistics. First, we categorized Bidra’s project according to Kickstarter’s tags, to 
name Art, Comics, Crafts, Dance, Design, Fashion, Film & Video, Games, Music, Photography, Publishing, 
and Theater, to have comparable variables for our graphics. Appendix A shows the number of 
campaigns per tag and per year for both platforms.

Furthermore, we delved deeper into the nature of the projects to classify them following 
Throsby’s (2008) concentric circles model without letting the tag define to which of the four groups 
the CCI project belong (core cultural expressions, other core creative industries, wider cultural 
industries, related industries). The aim of this classification method was to preserve the complexity 
and diversity inherent in cultural productions chains, meaning that, for example, a project tagged as 
music was not necessarily into the core arts once the funding was specifically collected for recording, 
which is a wide CCI. This structure permitted our statistical results to be aligned with the literature 
regarding which group of CCIs are more inclined to/are using crowdfunding (Rykkja, Haque Munim, 
and Bonet 2020b; Handke and Dalla Chiesa 2021; Dalla Chiesa, Bucco, and Handke 2022).

In parallel, based on the CCCF frames presented in the previous section, we created a set of codes 
in NVivo for the qualitative and quantitative analysis. According to Saldaña (2015), codes were 
adapted and added by attending a provisional coding procedure, again based on the literature 
(Section 2). Both authors independently coded the data in the project descriptions and discussed the 
codes until full consensus was reached (Ibid.; Maehle et al. 2021). In Appendix B, we illustrate the 
coding with examples of phrases from projects’ descriptions selected as evidence for the presence of 
a particular frame. While reading each project description, we classified the parts of the text into 
different codes within the six proposed frames. This means that we conducted a discourse analysis 
(Haguette 2001) by studying the written language/linguistic style of the collected projects. In the 
same project, we sometimes encountered more than one code in the same frame while consulting 
all the proposed frames through the whole reasoning process, seeking to observe trends in the CCCF 
narrative. Table 1 displays the final codes for operationalizing the CCF frames. The discourse analysis 
results are presented in the next section together with the main statistics and discussion.

Results and discussion

Evolution and trends of CCCF in Norway: the statistics

The statistical results related to the evolution of Norwegian CCCF demonstrate a growth of 16,28% in 
the number of funded campaigns between 2016 and 2021 and an increasing number of funded 
projects on Kickstarter and Bidra – from 86 projects in 2016 to 100 projects in 2021. Although there 
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was a growing tendency from 2016 to 2017, also followed in 2018, there was a decrease of almost 
38% in 2019, with the lowest number of totally or partially funded CCCF campaigns, 76 in total. In 
contrast, 2020 comes as the year with the highest number (102 projects), slightly higher than in 2021 
with 100 projects. Another interesting tendency is a changing dynamic in Norwegian cultural 
crowdfunding: a growing preference for a national platform, with an increasing number of cam-
paigns on Bidra and a decreasing number on Kickstarter, except in 2019, when the number of 
projects on Bidra decreased and on Kickstarter increased. However, this dynamic change becomes 
even more evident again in 2020, with Bidra publishing the highest number of cultural-creative 
campaigns ever, 71. This can be a direct effect of the COVID-19 outbreak, right in the beginning of 
that year, and the pandemic can have also contributed to a further shift to national platforms. 
Figure 2 illustrates these points.

The identified trend of overall growth combined with a gradual shift from the global platform to 
the local one can be interpreted in a longitudinal perspective as a sign of maturation of the 
Norwegian CCCF market. The importance of providing local solutions was especially evident during 
the recent pandemic as a manifestation of solidarity for the local artists who were affected by social 

Table 1. Final codes for analyzing the CCCF frames in project descriptions.

Frame Codes Definition

Sentiment Rational The project description is evidence-based and presents facts and figures
Emotional The project description is filled with emotional language, evoking feelings along it

Goal Artistic  
experimentation

The project description emphasizes artistic creation based on experimentation, novelty, and 
uniqueness

Artistic production The project description focuses on the product itself, describing it as a relevant production 
to the creator’s career

Co-creation The project description highlights possibility of creative collaboration with backers
Distribution The project addresses the aim of distributing the cultural-creative product
Financing The project description focuses on the necessity of raising funds to realize the project (totally 

or partially)
Event The project description is about a specific event presenting some sort of experience to the 

backers
Societal 

contribution
The project description addresses the aim of making society better off

Survival The project description addresses the hardships of being an artist (especially related to 
Covid-19)

Impact Artist The project description names the benefits of that initiative to the creator (e.g. career’s 
progress)

Artist community The project description names the benefits of that initiative to the cultural-creative peers
Consumers The project description names the benefits to the backers/consumers when supporting/ 

buying the product
Environmental The project description names the benefits to the environment/to a more sustainable future
Local community The project description names the benefits of that initiative to the local community where 

the project will take place
Society The project description names the benefits of that initiative to the whole society

Attribution Artistic freedom The project attributes the reason of seeking CF to the possibility that it gives artistic 
freedom, not having to respond to any authorities/traditional intermediaries

Audience creation The project attributes the reason of seeking CF to the possibility of reaching new audiences
Covid-19 The project attributes the reason of seeking CF to the hardships of Covid-19
Lack of finance The project attributes the reason of seeking CF to the complexity of acquiring finance within 

the culture sector
Market need The project attributes the reason of seeking CF to the recognition of a gap in the market
Product sales The project attributes the reason of seeking CF as a parallel of e-commerce/retail platform

Valence Positive The project includes positive emotions and gain-inducing language with hope and 
feasibility

Negative The project includes negative emotions and fear-inducing language with threats and 
problems

Sarcastic The project includes sarcasm, contemplating ironic messages, often in a humorous way
Spatial Global The project description emphasizes its global appeal

Local The project description focuses on the location where it is taking place
National The project description addresses the country, in this case, Norway
Online The project description emphasis its online appeal and virtual engagement
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isolation and could not perform their activities in a normal way. Festivals are a great example here 
given their local affiliation, with the projects using the local platform to stay closer to the community. 
In this sense, two propositions can be pointed out: (P1) The greater the local market maturity and 
familiarity with crowdfunding, the more likely the use of a local platform; (P2) the greater the 
dependency of creative work on understanding of local particularities (e.g.: the dynamics of the 
pandemic on a local level) the more likely the use of a local platform.

Moreover, there are notable differences across the different CCIs, both in terms of Kickstarter’s 
categories and the four groups of Throsby’s (2008) concentric circles model. While considering 
Kickstarter’s categories, we observe that music dominates on Bidra, making up 53% of all cultural- 
creative campaigns on the platform, followed by publishing (16%) and films & video (14%) – see 
Figure 3. Thus, music is more than 3 times more represented on Bidra than the second category, 
publishing. On Kickstarter, there is no such dominance, although the game industry has the 
highest number of projects, representing 21,70% of the campaigns between 2016 and 2021. 
This industry has only 1 project in Bidra in the considered period, which can be explained by its 
global appeal and, often, virtual audience. Nevertheless, music also appears high up (2nd position) 
in the international platform, with 44 campaigns (18,71%) in total, followed by 36 design projects. 
Figure 3 illustrates the presence of each category on each platform, according to Kickstarter’s 
categories and the complete table with all the numbers per category per year can be found in 
Appendix A for both platforms.

The aforementioned observations demonstrate that certain sectors prefer the international plat-
form, while others prefer the local one. This can be explained by the extent of sector’s local relevance 
and appeal, as well as by its scalability and reproducibility potential, and consumption character-
istics. Hence, to gain more in-depth perspective in these sectorial differences, we categorized the 
collected campaigns according to the four groups of Throsby’s (2008) concentric circles model (see 
Figure 4).

The literature on CCCF shows that there is a need for empirical studies mapping crowdfunding 
suitability/appeal vis-à-vis different cultural industries/creative projects (Rykkja, Haque Munim, and 
Bonet 2020b; Handke and Dalla Chiesa 2021). The graphics in Figure 4 are an attempt to address this 
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Figure 2. Evolution of totally or partially funded Norwegian CCCF campaigns in the period of 2016–2021 on the Kickstarter and 
Bidra platforms.
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gap by illustrating the trends and evolution of funded Norwegian CCCF campaigns regarding their 
type of industry: core cultural expressions, other core creative industries, wider cultural industries or 
related industries (Throsby 2008). We observe that projects from wider cultural industries have 
a significant presence on both Kickstarter and Bidra throughout the years, also following the general 
trend of decreasing numbers on Kickstarter and increasing numbers on Bidra. Notably, this group is 
composed of, for instance, sound recording and publishing/printing, which are activities highly 
inclined to use crowdfunding, given their scalability and reproducibility potential, and that are not 
necessarily influenced by proximity to backers (Rykkja, Haque Munim, and Bonet 2020b; Handke and 
Dalla Chiesa 2021; Nordgård 2018). This finding is especially interesting for the campaigns previously 
classified as music since, in their nature, their majority actually represents sound recording. In Bidra’s 
case, for example, more than 40 campaigns in 2021 aimed to record a CD with Norwegian classics, 
and this can explain the choice of a local platform, which is related to the language matter (Rykkja, 
Haque Munim, and Bonet 2020b). Similarly, the group of other core creative industries is present on 
both platforms with no strong pattern, and again, the choice of international or local platform 
depends on the project, e.g. if a film is in Norwegian, a local platform seems to be the most obvious 
choice.

Moreover, it is intriguing to note the dynamics of core cultural expressions. While there were few 
projects on Kickstater in 2016, there were none in 2021; and, although demonstrating an oscillating 
pattern, this group was present on Bidra for all the years, with a significant number in 2020 of 28 
projects, representing the largest group for this year. One of the possible explanations for this 
occurrence is that COVID-19 pushed the core cultural expression industries to reinvent themselves 
virtually when traditional income generation sources became unavailable due to lockdowns and 
social distancing. In addition, the importance of language can also explain the dominance of core 
industries on Bidra compared to Kickstarter, as literature, performing arts and music are sensitive to 
the written/spoken language. On the other hand, related industries stand out on Kickstarter, with 
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Figure 3. Comparison of the totally or partially funded Norwegian cultural crowdfunding campaigns on Kickstarter versus Bidra in 
2016–2021, categorized according to Kickstarter’s tags.
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Bidra not having this group either in 2017 or 2018. Fashion and design represent the majority of the 
campaigns. Such industries use crowdfunding as a way to increase market visibility (Rykkja, Haque 
Munim, and Bonet 2020b; Rykkja and Hauge 2021); hence, they choose an international platform 
instead of being limited to a relatively small (Norwegian) market.

In sum, we propose that (P3) the greater the scalability and reproducibility potential, the 
more likely the use of crowdfunding for a cultural-creative project – as already established in 
the literature (Rykkja, Haque Munim, and Bonet 2020b; Handke and Dalla Chiesa 2021). In 
addition, the choice between a local or an international platform depends on the sector’s 
concentration and market appeal, interlinked with local particularities, such as a national 
language. If the quantitative analysis presenting the evolution and trends on Norwegian 
CCCF allowed to draft some general points, to further understand its dynamics, the next 
subsection goes more in depth by discussing the results of the discourse analysis of the 
campaigns’ narratives.

Narratives of CCCF: the discourse analysis results & discussion

The discourse analysis results are displayed alongside the six CCCF frames proposed in Section 2. See 
Appendix C for a complete table per year. Noteworthy that when comparing to Maehle’s et al. (2021) 
original framework, five out of six frames were kept similar. The exception was the sentiment frame, 
which was added in this study to capture the pivotal place of emotional expression for arts and 
culture. Moreover, we excluded the temporal frame, as cultural-creative campaigns have less focus 
on the long-term effects compared to the sustainable crowdfunding campaigns.

Sentiment frame
On both platforms, projects use sentiment framing rational as well as emotional (see Figure 5). 
Rational descriptions are predominant on Kickstarter, whereas emotional descriptions dominate 
on Bidra. This can relate to the characteristics of the target audience. Due to its international 
coverage, the diversity of backers is greater on Kickstarter, which influences the decision to 
present facts and figures as a more standardized way of communication. Moreover, as a large, 
well-established platform, Kickstarter has many backers with a great deal of crowdfunding 
experience. Such expert backers are more inclined to base their decision on factual information 
instead of emotions (Ahsan, Cornelis, and Baker 1018). Additionally, project creators on 
Kickstarter tend to be more experienced and business-oriented, which may lead to less use of 
emotional language (Kotler and Armstrong 2020). On a local platform such as Bidra, the project 
creators are physically and linguistically closer to the backers, which can increase the use of 
emotional language. In addition, the number of projects on Bidra has heavily increased during 
the COVID-19, which can explain the prevalence of emotional framing. While asking for support 
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during the major crisis, such as the pandemic, many creators tended to appeal to feelings and 
emotions. Hence, all in all, we believe that (P4.a) cultural campaigns on global platforms are more 
likely to use rational appeals as their sentiment frame, especially in the sectors adopting 
crowdfunding as a business model, e.g. design and fashion; while (P4.b) cultural campaigns on 
local platforms tend to use more emotional framing, particularly when related to events of social 
commotion, e.g. Covid-19.

Goal
When exploring the goals of the CCCF campaigns, we find that a variety of goals differ from the 
expected one of (only) collecting finances for cultural-creative projects, which is still heavily present 
on both Kickstarter and Bidra (see Figure 6). First, societal contribution is quite important for Bidra’s 
projects. This finding can be attributed to the proximity of these project to the local community 
(Rykkja, Haque Munim, and Bonet 2020b). Given that Bidra mostly reaches the Norwegian audience, 
it is likely to expect a higher demand for cultural productions focusing on social values due to 
Norwegian cultural specifics (i.e. a feminine society dominated by values of caring for others; 
Hofstede 2011). Additionally, only appearing on Bidra is the goal of survival connected to proximity 
to backers, especially during the COVID-19 pandemic. Last, it is noteworthy that there is a higher 
number of distribution goal frames on Bidra. This can be explained by the fact that many creators are 
using Bidra as a distribution channel through the national mailing system, as there is no well- 
established e-commerce retail company for CCIs in Norway. We believe that the main contribution 
of such observations subject to further generalizability is to indicate (P5) that cultural campaigns on 
local platforms are more likely to explicitly state in their goal the symbolic dimension of social 
contribution.

Impact
Regarding the impact frame, the main finding is that projects on Bidra use this frame more actively 
than those on Kickstarter in every category (society, environment, artists, etc. (see Figure 7). Once 
again, this finding can be explained by the bias of proximity to the local community (Rykkja et al.  
2020b; Dalla Chiesa, Bucco, and Handke 2022) and the characteristics of Norwegian society, which 
emphasize the importance of social values and aspects related to corporate social responsibility and 
responsible innovation (Hofstede 2011; Hesjedal et al. 2020). Generally, this observation provides 
a reassurance of the previous propositions in the sense that (P6.a) cultural campaigns on local 
platforms are more likely to explicitly state their influence/effect on socio-spatial and communal 
dimensions. (P6.b) Cultural campaigns on global platforms, especially in the sectors adopting 
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crowdfunding as a business model and retail mechanism, have less tendency to frame their positive 
impact, let alone on a broader symbolic level.

Attribution
While observing the reasons artists/creators attribute to their decision to use crowdfunding, there 
are two main trends: product sales and lack of finances (Figure 8) – both widely recognized in the 
literature (Bannerman 2012; Agrawal, Catalini, and Goldfarb 2014; Rykkja and Hauge 2021; Handke 
and Dalla Chiesa 2021). For product sales or e-commerce, the platform decision depends on the 
projects’ nature and aspirations. On both Kickstarter and Bidra, (P7) this attribution type is similar to 
pre-ordering (Belleflamme, Lambert, and Schwienbacher 2014; Rykkja and Hauge 2021); however, on 
international platforms, it is more strongly related to market visibility and artistic/creative production 
on demand (Ibid.; Handke and Dalla Chiesa 2022), while on Bidra, it is related to a local distribution 
channel. Regarding attributing the reasons for projects to the hardships of financing the arts and 
culture (Abbing 2008; Lazzaro and Noonan 2020), it is worth highlighting that many of the projects 
are within categories that would not be publicly funded (e.g. comics, games) or are created by 
amateur and not well-established artists (Dalla Chiesa and Dekker 2021).

Valence
Positive valence framing is the most common on both Kickstarter and Bidra (see Figure 9), which is 
consistent with the literature indicating that a positive approach can be more effective than negative 
language (Manzo 2010; Maehle et al. 2021). Noteworthy Kickstarter has a more commercial appeal 
with a more well-established marketing orientation. This may explain the higher presence of positive 
language in the campaigns’ descriptions of Kickstarter, as highlighting the quality and benefits of 
products is a part of a common marketing strategy (Kotler and Armstrong 2020). We believe that (P8) 
cultural campaigns will most likely employ a positive framing; however, due to high creativity 
potential of such campaigns, there is room for different valences to emerge, such as sarcasm 
which was found in some of the Kickstarter’s projects.

Spatial
As expected, Bidra’s projects frame their location more emphatically given proximity bias (Breznitz and 
Noonan 2020; Rykkja, Haque Munim, and Bonet 2020b; Dalla Chiesa, Bucco, and Handke 2022), focusing 
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on the benefits that the project can bring to the city/region where it takes place or even to the national 
scene - see Figure 10. On the other hand, to increase market visibility (Rykkja and Hauge 2021), some 
projects on Kickstarter give greater importance to global outreach, framing international coverage. 
Notably, Covid-19 emphasized the importance of the virtual/online space for cultural production and 
consumption, reinforcing the earlier findings on digitalization shaping the culture sector and the post- 
digital context (Nordgård 2018; Towse 2020). Overall, we believe that (P9.a) cultural campaigns on 
international platforms tend to underline their global appeal, with increasing focus on the possibility of 
virtual/digital consumption – especially relevant for the game industry; while (P9.b) cultural campaigns on 
local platforms will emphasize the benefits for the local community by highlighting the project location 
(neighborhood, city, country, etc.)

Conclusion

Crowdfunding as a novel socio-technical practice in which artists were early adopters provides an 
innovative opportunity to tackle the culture sector’s long-term struggle of financing itself while 
representing more than an economic mechanism. Nevertheless, CCCF is fragmented, lies below its 
market potential, and lacks a more socioeconomic and artistic perspective. Hence, this article aims to 
understand how crowdfunding is shaping the contemporary cultural economy by exploring the 
evolution of CCCF, identifying major trends within the diverse CCIs and discovering the narratives 
employed in the campaigns. This investigation focuses on the universe of Norwegian totally or 
partially funded cultural-creative projects on a local platform (Bidra) and an international platform 
(Kickstarter) in the period 2016–2021.

Through a combination of quantitative and qualitative methods, the study demonstrates the 
growth of cultural crowdfunding and its relevance for the culture sector vis-à-vis the various 
industries, e.g. the outstanding trend of adopting this mechanism for recording (Bidra) and games 
(Kickstater). In addition, it indicates an increasing preference for the local platform versus the 

0

10

20

30

40

50

60

70

80

90

100

Society Local community Environmental Consumers Artist community Artist

Impact

Kickstarter Bidra

Figure 7. Number of references per code within the impact frame in project descriptions on Kickstarter and Bidra platforms in 
2016–2021.

16 A. DEMATTOS GUIMARÃES AND N. MAEHLE



international one, emphasized during the COVID-19 outbreak and partly explained by the increasing 
maturity of the local cultural crowdfunding market.

Further, we seek to fill the gap in how artists and creators construct storytelling in their 
campaigns’ descriptions. The way artists frame their crowdfunding campaign sheds light on artists’ 
perception of crowdfunding as a mechanism to support artistic production, and its empirical 
investigation broadens insights that inform academics, policy-makers and practitioners. The results 
of the discourse analysis therefore contribute to greater comprehending of how artists and 
creators perceive the CCCF phenomenon and practice. Focusing on narrative frames used in 
crowdfunding campaigns, we elaborated on Maehle et al. (2021) original taxonomy and exempli-
fied its wider applicability beyond sustainability projects. Moreover, we introduced a new frame – 
the sentiment – which is relevant when addressing the emotional appeals used in cultural-creative 
campaigns.
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Particularly, we found that cultural campaigns mainly acclaim artistic production and 
financial acquisition as their goals; however, they also acknowledge other objectives. For 
example, societal contribution is quite relevant on the local platform, and some artists see 
the potential of using crowdfunding as a co-creation mechanism. The projects on the local 
platform also pay considerable attention to discussing their impact, both direct and indirect, 
on the different stakeholders. By emphasizing the intangible dimension of the culture sector, 
project creators focus on a broader notion of the role of arts and culture for society, the local 
community, and consumers. As for attributing the use of crowdfunding, the artists emphasize 
lack of finance (even in the case when public funding is given) and potential for product sales. 
From this perspective, the commercial aspect of crowdfunding is well documented; however, 
our findings confirm the artists’ perception of crowdfunding as a broader mechanism than just 
a monetary tool having the potential to bridge arts and commerce (Dalla Chiesa, Bucco, and 
Handke 2022).

Based on our findings, we suggest nine theoretical propositions that the future studies are 
invited to validate statistically in other settings. These propositions among other things 
suggest a framework for predicting the use of narrative frames based on the cultural sector 
affiliation and platform’s scope of operations (local vs. global). Despite its merits, this study 
has limitations. First, it focuses on the funded cultural-creative projects on only two platforms 
in one country. Although this case works with an entire sample of cultural crowdfunding 
campaigns due to Norway’s relatively small size and the dominance of the two selected 
platforms, future studies can extend the research to other national contexts to achieve higher 
generalizability. Second, the categorization of cultural productions is a subjective assessment, 
especially using Throsby’s (2008) concentric circle model over platform tags. Platform tags are 
simplistic, as they do not cover the whole spectrum of the cultural production chain. 
Therefore, the current study did not focus on the detailed analysis of the data presented in 
Appendix A. By addressing the complexity and level of abstraction of different CCIs, Throsby’s 
(2008) model offers more accurate insights into which CCIs are using crowdfunding and 
indicates the potential of CCCF to be applied in all types of CCIs given the right framing 
approach. Understanding the frames behind CCCF is the first step to broadening the potential 
of crowdfunding as a bridging channel alleviating the tension between arts and commerce. 
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Future research is encouraged to further investigate the CCCF discourse from a social-artistic 
perspective, which will allow for raising of the market potential of crowdfunding and its 
inclusion in public policy, such as match funding mechanisms aiming to reach a sustainable 
ecosystem of funding for the culture sector.

Note

1. The list of words goes on: ‘literature’, ‘novel’, ‘poem’, ‘music’, ‘CD’, ‘LP’, ‘concert’, ‘song’, ‘album’, ‘record’, ‘film’, 
‘documentary’, ‘cartoon ‘, ‘comics’, ‘painting’, ‘picture’, ‘museum’, ‘gallery’, ‘exhibition’, ‘fashion’, ‘clothing’, 
‘clothing design’, ‘design’, ‘library’, ‘photography’, ‘photographer’, ‘poster’, ‘theatre’, ‘performance’, ‘dance’, 
‘opera’, ‘musical’, ‘show’, ‘game’, ‘podcast’, ‘radio’, ‘festival ‘, ‘circus’, ‘sculpture’, ‘TV’, ‘web series’. We acknowl-
edge that this list is not exhaustive, but it includes the major representatives of the four groups in the Throsby’s 
(2008) concentric circles model.
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Appendix A. Summarized tables of scrapping data - successfully funded CCCF 
campaigns, per year according to Kickstarter’s categories for both Kickstarter and 
Bidra
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Appendix B. Examples of CCCF frames in the project descriptions

Sentiment Rational We are currently raising money to support the first issue of the magazine. The money 
will cover printing the magazine, marketing and distribution. Our goal is to break 
even at the release, we do not aim to make a profit on the first issue. (Bidra) 

All funds go into the production budget: old schoolbook binding is a costly process. 
The budget includes whole calfskins in bulk, salary, material costs for the book 
binder, printing of book blocks in, and shipping from Estonia, proofing, silk 
screening of wrap-around bands, die-cutting and silk-screening boxes for the 
softcover edition, flyers and other promo as well as unique author’s copies. As an 
example of expenses Vol. II features a medical fold-out illustration that is printed, 
die-cut and hand glued into every first edition at a cost per copy of 0.90 USD. It will 
be totally worth it, though. All profits from post launch shop sales go to payment of 
rent and upkeep of the bookshop – the owners are, like last time, barred from 
personal use of the raised funds. (Kickstarter)

Emotional There is no modest café jazz to trace here, but rather rocked pop music in big band 
format, which grabs you by the collar of your shirt and stares you right in the eyes. 
(Bidra) 

Every time I put on my great grandmother’s old necklace I am reminded of a happy 
and playful woman who inspired people wherever she went. I also own jewelry that 
means a lot to me because the jewelry designer has created something entirely 
unique, as if the jewelry has its own language and wants to tell us something. 
(Kickstarter)

Goal Artistic 
experimentation

Not found in the Bidra sample. 
For our diploma project we want to raise the question around alternative building 

methods through shared and open-source building systems. We want to show, 
experience, and experiment with the benefits that technology and machines 
provide today. How can prefabricated solutions turn into aesthetic space? 
(Kickstarter)

Artistic production I wrote my own songs for over six years. I have held concerts, with and without a band, 
I have asked strangers in Oslo if they want a mini-concert in their house, I have 
played on the streets. Fingers and toes itch to record, give the songs the life they 
deserve. The songs are ready for an album, the idea is clear, everything is clear in my 
head and it is time to do something about it. From November 21-December 21, this 
page is up on bidra.no where anyone can contribute to making this a reality. (Bidra) 

The reason I started working with Insight Fantasy was that I wanted to create an RPG 
with an element that I’ve been missing; the possibility to change the story while 
playing it. Not like the traditional sandbox RPG’s, where you can solve the same 
quest in a couple of different ways(, and not like a Narrativist RPG System). I want 
the players to be able to change the story entirely, both the past and the present by 
implementing special ‘story-changing’-rules into the game mechanics. (Kickstarter)

Co-creation You can participate as an extra in the music video for one of the songs to be recorded, 
and experience the atmosphere on set with the best kids in town. (Bidra) 

For the next book in the project, we would like you to give us tips, wishes and 
suggestions about women who deserve being highlighted. We are open to 
suggestions regarding the angle, and look forward to embarking on the next 
journey, which you help to shape. (Bidra) 

Building a community of backers through Kickstarter will help us deliver a product that 
is grounded within more users, and we invite you to share your ideas on how we 
can improve the product even further. (Kickstarter)

Distribution You can expect both a thank you letter and a record in the mail when it has been 
printed. Larger contributions are also rewarded with concert tickets and if you hit 
the big drum, you can even get a private house concert. (Bidra) 

I love to draw, making comics, and self-publishing them. With the help of you 
Kickstarters, I’m able to get this comic book to the printers and get it to an audience 
worldwide. (Kickstarter)

Event Street festival X engages both external, but primarily local actors for an experience 
that will appeal to all age groups, and to a wide range of interests. (Bidra) 

Norwegian band going on tour in Iceland. Digvalley: from singer-songwriting to 
majestic ambient folk rock, with dark melancholy lyrics (. . .) We are going on tour 
around the entire island of Iceland. A roundtrip of nine gigs.We were promised 
funding, which now has been pulled last minute. A crowdfunding campaign has 
been set up (you are currently reading it). (Kickstarter)

(Continued)
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(Continued).

Financing To be able to realize the project X we have started with crowdfunding. In this way, we 
hope to raise some money to engage an artist who can guide the participants on 
the project and buy in necessary materials. (Bidra) 

Everything we have filmed thus far has been with our own efforts and our own funds, 
but we realize that we need funding to be able to make the film we want – and 
which we think the film X deserves. (. . .) In reality, the film costs well over 
one million kroner to make, but with good friends in the industry and unpaid self- 
effort, we need 500,000 kroner to complete the film. (Kickstarter)

Societal contribution The social and cultural value of this work of art cannot be described in money. It 
creates opportunities for social meetings and contact between the generations and 
provides opportunities for reflection and wonder and further creative joy in society. 
(Bidra) 

Not found in the Kickstarter sample.
Survival Projects like this are stillborn without your help! (Bidra) 

Help to start a glassblowing studio in Finnmark, and to give the chance for 
a livelihood . . . through glass art! (Bidra)

Impact Artist By supporting us, you are supporting a group that we believe will go far in the future. 
However, as young actors in the establishment phase, we are completely 
dependent on financial support for the project to be realized. (Bidra) 

Want help to support this boy on the way to his dream of becoming a professional 
dancer. ‘I am a dance. Dance is emotion’. (Bidra) 

Not found in the Kickstarter sample.
Artist community The project wants to revive the battle song tradition and create an arena where artists 

who want to say something with their music can have their records released. (Bidra) 
It is important to us to be an arena that creates jobs for professional performers. We 

want to create a larger environment for musical theater in Norway. We challenge 
the traditional musical genre and want to help further develop the art field. (Bidra) 

The aim is to build a community around the station, a station made up of DJs, 
musicians, artists, and listeners. This is what will set us apart from the existing 
competition. I want to give people something fresh and exciting, something they 
can feel a part of. So while the focus is local, internet radio means a potentially 
international audience. (Kickstarter)

Consumers My aim with the music is to move and inspire. I know myself how much music has to 
say, especially for young people who can sometimes feel left out, unheard and 
unseen. For people who struggle to express themselves or who feel alone. These are 
the people I am trying to reach with my music project. Show that you are never 
alone by putting words and music to feelings and thoughts that might otherwise be 
difficult to express. (Bidra) 

I want my music to blow your mind in one way or the other. Depending which 
direction it takes. (. . .) I want to awaken emotions, possibilities, urge, create 
moments (Kickstarter) 

Since art is a rather subjective thing, you can interpret this design as you wish. Attach 
your own meaning to it and make it special to YOU. (. . .) Whatever it is, the best 
thing about pins is that you can perceive the art in your own way and keep it with 
you wherever you go. On your clothes, bags, or your home. (Kickstarter)

Environmental With this exhibition, we want to support the fight against plastic in the ocean. (Bidra) 
We share this planet with other forms of life, people, animals, plants, and we take this 

very seriously. Therefore, we prioritize taking the environment into account at all 
stages of the process, from the choice of fabrics we use, to our methods for dyeing 
garments and other production practices. (Bidra) 

In X, we are aware of this massive problem that our planet is suffering. That is the 
reason why we collaborate with the plastic waste movement Empower. For every 
pair of shoes you preorder, we clean 1 pound of ocean plastic around the world. 
Together we help local communities, providing jobs and save the environment. | 
Cleaning up the ocean, empower minimalist design, and creating a better world 
through sustainability. (Kickstarter)

(Continued)
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Local community A cultural contribution to the district that strengthens cohesion and neighborhood 
feeling and showcases local talent. This is an excellent way to meet new and old 
neighbors. (Bidra) 

I think it is important to promote cultural life in a small village, and to show that even 
if the village is not big, we have a lot of value to offer. I wish to help promote the 
cultural spirit and bring small voices to the light. (Bidra) 

The effect of the festival is memories for life and a fantastic experience to be able to 
tell about from the summer holidays – regardless of the family’s finances. It creates 
unity in the neighborhood that extends far beyond this day, and that makes further 
activities and initiatives easier to carry out for the rest of the year. The festival is an 
experience that connects people together in reality, and takes them away from the 
virtual world, and it creates pride in the neighborhood. Bergen Municipality 
believes that initiatives such as the X festival make the city a more attractive city to 
live in. (Kickstarter)

Society Each donation will contribute to a greater understanding of ‘art for all’, the valuable 
work with children and young people, and art’s original root in the deeply human. 
(Bidra) 

We want to focus on society’s demands that one should not stand out too much, and 
the resistance it can give to people who do not follow the ‘norm’. It is not only 
about the prejudices others may have against you but also about prejudices you 
may have about how you are perceived if you stand out. (Bidra) 

X will certainly not bring this diamond back. However, it helps us, just a little bit, to 
stay present with her memory through the act of creating something beautiful. 
Horrific events such as these are sadly not uncommon. In addition, this is our 
possibility to raise awareness of such cruelties in the world. Our aim is that the 
single, Fireball, and this Kickstarter campaign, is more than just a song and a video. 
It’s a cause! (Kickstarter) 

We live in a time of great and rapid change. It is important to be able to watch films 
from all over the world and that these are placed in a context that provides insight 
across national borders and cultures. Films that take the pulse of their time and 
which are a source of knowledge, tolerance and reflection, and which form the basis 
for current public debate. These niche films rarely make big money but are still 
important – both for society and the audience. (Kickstarter)

Attribution Artistic freedom All contributions will be a great contribution not only for me as a composer but also 
for the new music in general and the classical music world which needs such 
a boost. (Bidra) 

I like doing things myself. Including everything from layout design to speaking directly 
with my readers. With a publisher, you’re less hands-on, and for a control freak who 
physically aches if a piece of text is not perfectly centered when it is supposed to 
be – well, you get the idea:) I do not want to publish my stuff unless it is 100%, and 
I’m truly the only one who cares enough about my stuff to make 100% sure it is. 
(Kickstarter)

Audience creation A good music video greatly increases our chances of getting our music exposed. 
(Bidra) 

The reason why we plan to carry out the project is primarily that we want to expand 
our audience. (Bidra) 

We decided to launch this book on Kickstarter because we want to have a chance to 
connect with our audience, that’s you! (Kickstarter) 

We’ve identified most suppliers and manufacturers and some of the major parts for 
the prototypes are already made by some of them. The Kickstarter campaign will 
also help connect us to new markets around the world and provide the level of fun 
you and your friends or family deserve on the snow! (Kickstarter)

Covid-19 Help us keep our head above water during the corona crisis! (Bidra) 
Many of our sources of income this spring have been canceled due to Covid-19, and 

therefore we need your support so that we can continue to spread musical joy. 
(Bidra) 

Like everyone else, my 2020 did not go to plan. The last shows I was able to perform 
and earn money, were at the end of 2019, opening for X on her European tour. 
That’s why I’m struggling to raise the funds to record this new album. Up until now 
I have funded all my albums myself, but this year that has been difficult. 
(Kickstarter)

(Continued)
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Lack of finance Hoping for financial support/contributions to be able to finance this debut music 
video in good quality. (Bidra) 

We are still in the start-up phase, and desperately need some contributions to get the 
jump start we need. It is not much we ask, and nothing is too small, any 
contribution will help! (Bidra) 

We had entered into a record contract, and the only thing we lacked was financial 
support to carry out the project. After repeatedly applying to various funds and 
support schemes, we have not yet received all the money we need. (Bidra) 

We start this magazine without financial resources and our wish is that each 
publication will help finance the next. We do a lot of the work ourselves, but we 
have to pay for some important things. The most visible expense we have is fees for 
designers and article writers, but there are many other expenses that are essential 
for the magazine yarn to be the product we want to present to you: including 
proofreading, technical editing, graphic work and accounting. (Kickstarter) 

We start this magazine without financial resources and our wish is that each 
publication will help finance the next. We do a lot of the work ourselves, but we 
have to pay for some important things. The most visible expense we have is fees for 
designers and article writers, but there are many other expenses that are essential 
for the magazine yarn to be the product we want to present to you: including 
proofreading, technical editing, graphic work and accounting. (Kickstarter)

Market need Not found in the Bidra sample. 
People that are outdoors often spend a lot of their time sitting. The butt is therefore 

a well-known source for loosing heat. The outdoor industry has given this 
surprisingly little attention, and somebody had to do something. (Kickstarter) 

The reason I started working with X was that I wanted to create an RPG with an 
element that I’ve been missing; the possibility to change the story while playing it. 
Not like the traditional sandbox RPG’s, where you can solve the same quest in 
a couple of different ways (and not like a Narrativist RPG System). I want the players 
to be able to change the story entirely, both the past and the present by 
implementing special ‘story-changing’-rules into the game mechanics. (Kickstarter)

Product sales Do you want to give yourself and others a Christmas present that is both unique, can 
be proudly displayed, and at the same time contributes to society? Buy the book 
now! (Bidra) 

Collector’s record no. 2 in the series will be released in August 2017. Preorder here and 
get an exclusive color on the vinyl, which will not be available in stores! (Bidra) 

Our XXX design is inspired by the beautiful nature and the Art Nouveau city of 
Aalesund on the west coast of Norway. We offer a new way to buy a unique 
timepiece. Limited edition watches directly to you, at a fraction of the retail price. 
Skipping the middlemen. (Kickstarter) 

The basic idea behind the project (strictly for the entire workplace we create ourselves) 
is to have fun. The products should be fun, buying experience should be fun, we 
have fun while we work. (Kickstarter)

Valence Positive The musical execution is top notch, and the use of organ, piano and trumpet is 
particularly tasteful. The interaction sounds natural, and is not characterized by the 
rigid frames that studio recordings often express. (Bidra) 

It would have been very cool to immortalize the result on vinyl, to the delight of the 
choir members and their loyal fan base. (Bidra) 

I want to revamp my love for my art form and share the feeling it will exude with those 
who are curious, searching and hopeful. (Kickstarter) 

We are truly grateful for all the support from across the world thus far and now we’d 
like to give something back: A beautiful, well-crafted, hardcover book that is 
sustainable both with the printing practices and the choice of paper. (Kickstarter)

Negative The lyric has no longer the same foothold as before and is therefore not considered 
saleable. (Bidra) 

Our vision to promote the artists of today and tomorrow is hanging by a thin thread. 
(Bidra) 

European seas are in crisis. Through the news we hear almost daily about the 
devastation of these life-sustaining ecosystems - ‘doom and gloom’ regarding 
waste, pollution and climate change is taking over. Many of us could easily abandon 
any hope of recovery. (Kickstarter)

(Continued)
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Sarcastic Not found in the Bidra sample. 
If I break both arms, I guess it will take some more time to finish it (Kickstarter) 
X is a new band with old friends and lyrics in Norwegian about life before death and 

about all the everyday things society expects you to solve without complaining, but 
which is truly both awkward and scary. Tandem is the result of a collective opinion 
among members about the need for a counterweight to sluts, well-baked pizzas, 
cheap pan whistle sounds and the media’s uninterrupted promotion of self-tanning 
cream and restylan. Some of us may think that there will soon be enough barefoot 
vegans in wool sweaters on Norwegian stages as well. So they try to find the middle 
ground between no emotions and so many emotions that it becomes impossible to 
understand, for everyone who is upbeat enough to have a permanent job. 
(Kickstarter)

Spatial Global Hopefully the film will be able to enter documentary film competitions, both 
nationally and internationally. Despite the fact that this is a Norwegian production, 
we will try to make the film as ‘neutral’ as possible, so that it can hopefully be 
spread beyond the country’s borders. (Bidra) 

As the project continues to cross borders, it also aims to rediscover a demographic 
group too often labeled as marginalized and generate new perspectives on who we 
are and where we belong. (Kickstarter)

Local From February 2017, the results will be exhibited and sold in a location in the center of 
Stranda municipality. (Bidra) 

We will show new musical theater by young professional artists in Oslo, Norway. 
(Bidra) 

Some of the basic wool hoods are proudly Made in Norway as I am trying to make 
them as local as I can! (Kickstarter)

National This is generally to support and strengthen Norwegian literature as a whole. (Bidra). 
The concert will promote old Norwegian hits and focus on a unique part of Norwegian 

music history. (Bidra) 
Our ambition is to put Norway and the Norwegian art community on the map in 

regard to digital art and innovation! (Bidra) 
X is a story about our ancestors and how they have fought for their life for generations 

and the struggle just to survive in the brutal climate we have in Norway. I want to 
honor them with this collection. They survived by passing on their knowleges to the 
next generations and now it`s time for us to learn something about how they lived. 
(Kickstarter)

Online The podcast is available online for free. (Bidra) 
We are working hard to get a digital festival up and running on 3–5. July. (Bidra) 
The series will initially be available on social media. (Bidra) 
We intend to make X a virtually endlessly expandable creative brainstorming system 

for everyone who writes stories and does other creative work. 
(Kickstarter)
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Appendix C. Summarized tables of number of codes per frame and per year on 
projects’ descriptions on Kickstarter and Bidra
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